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Abstract 
Research Paper 
This project was initiated by an interest in locating intangible qualities of a sculpture 
which I describe as its intrinsic murmur or vibrancy. The role of space, place and sites 
influence those intangible qualities. I incorporate how a viewer can use their body within 
that space to interact with the sculpture to experience the murmur or vibrancy.  
I have explored this through practice-led material investigations that I have been engaged 
with since my undergraduate studies. These investigations have been evolving through 
traditional and experimental methodologies where I create sculptures that ‘talk’ without 
a voice or inhabit environments the way people and animals do. The works produced 
create disruptions within a space to push viewers into phenomenological awareness of 
their body in relation to the sculpture and the spatiality surrounding their body and the 
sculpture. This is achieved by playing with and challenging the limits of dualities such as 
light and dark, excess and restraint, heaviness and weightlessness.  
My practice is supported through empirical investigations of North American Minimalist, 
Land Art and Post Minimalist discourse and practice. I intentionally used this era to 
initiate and ground experimental sculptural and installation practice which had 
inadvertently explored the vibrancy of their works.  Researching these established eras of 
North American Art has developed the principles that spectators can use to view the 
vibrancy of contemporary sculpture and installation.  
Creative Work 
It is through my materials and research that I create a sensual and antagonizing spaces 
which explore the dichotomous mix of amorphousness and form- slippery, blobby, shiny 
softness juxtaposed against hard surfaces. These forms unite within a space and create 
either a harmonious or jarring conversation with not only the congregation of materials 
but also the space and its spectators.  Using my theoretical research into sculpture and 
installation, my sculptural materials and exploration of space through lenses of tension, I 
concluded an installation entitled O, 2018. O explores this material, space and tension 
framework in a direct attempt to understand material and art object vibrancy and its 
disruptive quality within space. 
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1 
Introduction 
Spaces of Tension and Material Disruptions is a project that examines how material and 
space provoke the vibrancy of a sculpture or sculptural assemblage. To explain vibrancy, I 
am referring to vibrancy defined by Jane Bennett in her 2010 text, Vibrant Matter, A 
Political Ecology of Things. She refers to matter’s vibrancy as the furtive energy or force 
of things within an assemblage’s agency.1  
I use this definition of vibrancy to locate vibrancy in sculpture and sculptural assemblages 
within installations because of the ambiguous anthropomorphic propensities in my own 
practice. The anthropomorphic propensities can be seen in how I speak to the sculptures, 
caress them or feel uncomfortable with their brooding presence. I challenge the theatrics 
of sculptural Installation art and remind audiences that the sculpture can claim its 
presence through the ambiguity of its agency. Due to the ambiguous nature of my work 
and the examined works and discourse I am exploring in this paper, I refer to sculptures 
as art objects, sculpture or sculptural assemblages. It is within the examination of the 
ambiguity of material and space in these art objects that I locate vibrancy throughout 
sculpture and installation histories and contemporary practice. 
 I chose to focus on vibrancy of sculptural assemblages because they occur in a more 
furtive realm. The interest in the furtive realm was due to the non-logical nature of the 
sculptural assemblages I was producing. By non-logic I am referring to artist, Eva Hesse’s 
explanation of non-logic and the definition of the Formless by Georges Bataille, which I 
clarify further in later chapters. It is within the non-logic and formlessness of my practice 
that I have chosen to specify sculptural assemblage and sculptural installation vibrancy 
through a lens of tension. 
When I speak of tension, I specify the dualities found in sculpture and installation. The 
dualities are the excessive and reductive, multiples and singularities, linearity and bends, 
chaos and order, form and formlessness and logic and non-logic.  
These dualities amplify the performative elements of my sculptural practice and suspend 
the sculptures in an uncertain realm, as though they are not complete or caught-in 
between two states. They challenge conventions in sculpture and installation because the 
sculptural assemblages become anthropomorphic inhabitants of the specific gallery or 
1 Jane Bennett, Vibrant Matter-A Political Ecology of Things, (U.S.A, Duke University Press, 2010) 
2 
specific site. The assemblages can look as if they had permanently existed in the space or 
suddenly appeared and made a home out of the space. They act as disruptors in spaces, 
with or without clear motivations or intentions, even if there is. As disruptive art objects, 
they become risky and subversive while being unaware of their reasoning or politics of 
why they exist in their installation space.  
Claire Bishop describes the political challenges of installation art as “…a hint of mild 
subversion (the work will probably be unsaleable) and risk (since the outcome is 
unpredictable), but Julie Reiss has argued, todays installation art is far from a marginal 
practice but close to the centre of museum activity.”2 This duality provoked me to 
understand sculptural vibrancy by challenging the term installation art. I carry this out by  
revisiting Rosalind Krauss’ explanation of sculpture in the expanded field, which explained 
the transformation of sculpture in the 1960’s. I examine how the expanded field had 
allowed artists to develop value in spatial expansion in sculptural practice, particularly in 
conventional art spaces such galleries and museums. I claim that the active use and 
integration of space, through the assistance of Krauss’s explanation of the expanded field 
in Minimalist and Land art, is how spectators can locate vibrancy.  
Locating vibrancy within the sculptural practice was initiated in my practice by reducing 
materials in my installations and allowing the expansion of space. The reduction of 
material and the offering of more physical space to sculpture allows the sculpture or 
assemblage a sense of agency. It is within the sculpture’s agency that then allows a 
spectator to witness the sculpture’s vibrancy. 
I begin this paper by examining dualities of sculptural materiality, their roles in history 
and what of the material ultimately provokes a material’s ‘vibrancy’. This is achieved 
through the following chapters:   
Part 1: Materiality 
• Chapter 1: The Non-Logic of Objects and Their Need for Space
• Chapter 2: Weighty Materiality -The Hook is the Apparatus but also the Weight
• Chapter 3: Art Object Vibrancy and/or Gravitas
These chapters are explored through understanding the physical and the unexplainable 
properties of the materials in my practice. I examine how the process of the reduction of 
2 Claire Bishop, Installation Art: A Critical History, (London, Tate Publishing, 2005)  37 
3 
material allowed me to develop a sculpture’s vibrancy. The research into sculptural 
vibrancy is supported through the dual usage and sculptural gravitas of a sacred historical 
artefact from Papua New Guinea and then extend on this idea of sculptural gravitas 
through works from the North American Minimalist and Post minimalist period which, I 
argue, inadvertently touched on this idea of sculptural and sculptural assemblage 
vibrancy.  
 I follow up part 1 by examining the multi-dimensional roles of space in adding to or 
detracting from a sculpture or sculptural assemblage’s vibrancy. This is divided in the 
following chapters: 
Part 2: Space, Place and Sites 
• Chapter 1: Melting Entropy in Sites: The Spiral Jetty
• Chapter2: Environments and Embodied Perception
In Space, Place and Sites I explore the role of space as a potential contributor or detractor 
to sculptural assemblage vibrancy. This is explained through empirical research I had 
undertook of American Land and Minimalist art from 1969-1986. I chose these sites to 
understand the role of the spectator’s body in the space and the phenomenological 
relationship between the artist, spectator and artwork network. This network is vital in 
locating a sculptural assemblage’s vibrancy. I then locate the trajectory this has taken in 
conventional gallery spaces and examine the unification of materials and space through a 
contemporary exhibition titled, Riven, 2015 by Marian Tubbs and through my own 
practice. The exploration of spatiality and bodies in space also pushes the examined 
sculptural assemblages into places of tension. Material and space are led to harmonise or 
fight for their vibrancy to ultimately speak for themselves in an active voice.3 
3 Jane Bennet, Vibrant Matter, pg 61- Jane Bennet referring to the Mario Peniola’s theory of “The 
Sex Appeal of the Inorganic”. This sex appeal of object, things and matter insinuates an 
autonomous voice to things. 
4 
Part 1: Materiality 
I have developed an intuitive and formal practice with my art materials, one where I listen 
to the materials limitations and strengths. I understand them through playing, bending, 
layering, suspending, dripping and repetition. Through quiet and distant observation the 
materials agency, it’s character, its rigidity or flexibility, its stubbornness or ease,  comes 
to surface when constructed as a sculpture or sculptural assemblage. What is even more 
striking is then the sculpture’s relationship with its spatial surrounding.  
In the context of this paper, I affectionately refer to my sculptural assemblages as 
material disruptions within a space. This is due to the interventional nature of my practice 
which relies on closely observing the space before I install the sculpture or sculptural 
assemblages. Through this spatial understanding and the playful interactions with my 
materials, I have deduced that material vibrancy in a sculpture can occur in its act  to 
disrupt a space.   
By vibrancy I am referring to the agency of matter as defined by Jane Bennett, which is a 
vital force or active energy in things: 
By "vitality" I mean the capacity of things edibles, commodities, storms, metals-not only to 
impede or block the will and designs of humans but also to act as quasi agents or forces 
with trajectories, propensities, or tendencies of their own. 4 
 She speaks of vitality or vibrancy as agency or suggestive life-force within non-living 
matter. I use this idea within my investigation though I retract focus from the political 
and environmental implications of vibrant matter and focus on locating this vibrancy 
within sculptural assemblages in order to give sculptures a way to speak to their 
spectator. I am locating vibrancy in sculptural assemblages by referring to Jane Bennett’s 
discourse of ‘thing-power’5 as I have found it resonates with the agency in specific art 
works I am referencing and within my own practice. This is because I have unknowingly 
attempted to provoke a rebellious, unidentifiable, difficult to locate spirit or voice in my 
sculptures through my experimental sculptural methods.  
4 Jane Bennett, Vibrant Matter, pg viii 
5 Ibid, pg 3-4- Jane Bennett adapts a definition of ‘thing-power’ by way of Spinoza’s interpretation 
of Conatus- “A body’s peculiar vitality”, the uncanny or wildness described by Henry David 
Thoreau and Hent De Vries political theology of the recalcitrance of “the absolute” or that which 
is “intangible and imponderable.” 
5 
 I have found that material and space can ultimately impose their agency onto me, 
opposed to the artist having complete control over material and space. This method set 
the precedent for understanding the materiality within my art practice. I highlight this in 
Part 1: Chapter 1 titled: The Non-Logic of Objects and Their Need for Space. This chapter 
is a comparative analysis of art object vibrancy of two of my works, The Mendacious 
Menagerie, 2008 and U, 2016 which were both sculptural installations exploring the idea 
of giving identities to sculptures. The Mendacious Menagerie installation depended on 
excessive amounts of natural and synthetic materials. I critique this approach as the 
objecthood of the sculptures in The Mendacious Menagerie were lost at the expense of 
the excessive use of materials. Within this reflection, I noticed that I was always in 
dialogue with my materials and allowed them to ‘act’6 an identity through the use of 
audio voices so that the artwork become involved with their surrounding network of 
other artworks and spectators. I contrast the sculptures in the Mendacious Menagerie to 
the formal installation, U. In U, the sculptural assemblages continued to act with agency 
as I relied on their materiality to speak through a visual language without relying on 
gimmicky audio components or plinths. 
Material agency became apparent when I intentionally refrained from intervening in the 
natural fluidity of liquid materials such as latex or abstaining from challenging the rigidity 
of harder materials such as Perspex. As much as I wanted to manipulate the materials, 
their fluidity or rigidity seemed to take accountability for their form. This initially created 
a direct tension between me and my materials, in that my accountability as artist 
became questionable. Yet the material tension created a new non-logical space I wanted 
to explore. Through engaging in these formal dialogues of tension, I attempted to locate 
vibrancy through the act of using fewer materials to focus on formal elements of colour, 
lines, textures, shapes and light and shadow. I feel that this act of reduction, provided 
anchorage for the materials vibrancy which initially occurs from a material’s dual 
modalities, in its conventional uses and its potentialities. 
 I extend on the idea of a material’s dual modalities in Part 1: Chapter 2: Weighty 
Materiality-The Hook is the Apparatus but also the Weight. I clarify an object’s vibrancy 
through suggesting there is symbolic weight to an object. I find vibrancy can be in the 
dual or multi-modal roles of material and suggest that these multi-modal roles can 
6 Arjun Appadurai; Mediants, Materiality, Normativity. Public Culture 1 May 2015; 27 (2 (76)): 
221–237. doi: https://doi-org.ezproxy1.library.usyd.edu.au/10.1215/08992363-2841832- pg 222 
refers to Bruno Latour’s ‘Actor Network Theory’ 
6 
contribute to a sculpture’s vibrancy. This is explained historically through the Suspension 
Hooks of the Iatmul People of Papua New Guinea, which were wooden operational hooks 
that held sacred symbolism for the Iatmul people of Papua New Guinea. I clarify how this 
hook impacted the formal decisions for my MFA piece, O. 
I conclude art object vibrancy in Part 1: Chapter 3- Art Object Vibrancy and/or Gravitas. I 
expand on this idea by referring to artist and material relationships in the post-minimalist 
work, Contingent 1969 by Eva Hesse and Untitled 1969 by Donald Judd and use these 
examples to examine my practice. I refer to these specific works as they were 
inadvertently touching on this idea of vibrancy explored through material tension.  
Part 1: Chapter1- The Non-Logic of Objects and Their Need for Space 
During an observation of my studio one afternoon, I began creating identities for the 
unusual collection of materials I had scavenged over a few years. The shiny, colourful and 
soft materials I have always worked with claimed a lot of my attention. These were 
synthetic fabrics drenched in dizzying colours, glass and semi-precious stones, glitter and 
congealable matter such as latex, waxes and silicones. They seemed fun and almost 
flirtatious. During this same observation, I noticed the industrial, hard, rectilinear 
materials such as the plywood, re-used Perspex and steel jutting out and creating 
interesting lines and shapes. These hard-industrial materials had personalities that 
seemed serious and almost uptight in a way. 
The industrial materials that I commonly used as utilitarian substrates were in unique 
dialogue with the softer materials. During this observation, I felt a propulsion to make the 
harder materials exude a softness to their utilitarian identity. I began disrupting their 
conventional uses, by bending them or softening the hard surface with an intervention of 
liquid that would congeal. Through these practices of bending, stretching, layering, 
dripping, piling, wrapping and hanging, I felt like I was challenging the material as I 
challenged their conventions. This allowed me to see the material’s agency in its 
responses to my imprints. In the act of challenging material conventions, I began 
reinterpreting my physical response of the definition of the formless by Georges Bataille. 
A dictionary begins when it no longer gives the meaning of words, but their tasks. Thus 
formless [informe] is not only an adjective having a given meaning but a term that serves 
to bring things down in the world, generally requiring that each thing have its form. What 
it designates has no rights in any sense and gets itself squashed everywhere, like a spider 
7 
or an earthworm. In fact, for academic men to be happy, the universe would have to take 
shape. All of philosophy has no other goal: it is a matter of giving a frock coat to what is, a 
mathematical frock coat. On the other hand, affirming that the universe resembles 
nothing and is only formless amounts to saying that the universe is something like a spider 
or spit.7 
Bataille’s formless suggests that academic matter, action and connotations can be 
challenged and do not have to align to their academic descriptors and categorisations. I 
perform the formless through acts of debasing ideas, actions and matter in my practice. I 
have been analysing formlessness by creating obvious formless objects throughout my 
practice, which I lovingly called blobs. However, I now relish in the disruptive nature of 
things themselves, particularly in art objects that do not make sense yet retain their 
agency and vibrancy through their thingness. Bataille’s visual formless examples of a 
squashed earthworm, spider or spit had first became the visual staple for my need as an 
artist to reduce form to its basest quality, similar to William Tucker’s sculptural 
abstractions such as Greek Horse, 2003 [figure 1] 
Figure 1: William Tucker, Greek Horse, 2003, Bronze, 142.2 × 106.7 × 61 cm, edition of 4, Reproduced from 
Artsy.net-https://www.artsy.net/artwork/william-tucker-greek-horse (accessed 4th of November, 2017) 
In the inverted artmaking process of Greek Horse, Tucker used a figurative horse head as 
the foundation of the sculpture. Through a process of excessively layering plaster, he 
7 Georges Bataille edited by Petra Lange Berdnt, Materiality, ( London: Whitechapel Gallery; 
Cambridge, MASS: The MIT Press, 20150, 90  
8 
creates a form that is rendered into an antagonising suggestive mass. The mass is 
antagonising as it rides between two realms, a completed form or a form in its larval 
state. The potential crumbliness of the plaster’s life is extended as it is then cast in heavy 
bronze and additionally detailed with mineral finishes for texture, shadow and depth.8 
The inverted logic to Tucker’s suggestive abstractions became a foundation for the forms 
of the blobs I was creating but instead of using a figurative reference point, I began with 
an indefinable mass.  
I had found antagonising, blobby masses difficult to achieve. In my intent to debase my 
materials, I would also feel the need to salvage the object’s dignity. When referring to the 
object’s dignity, I refer to its visual presence or lack thereof. I would attempt restore the 
object’s dignity by adding kitsch materials such as glitter, plastic jewels, sequins and 
bowties and gave them literal voices to sharply cut through the horrifying and ambiguous 
uncertainty the blobs. These dualities were extensively explored in my honours work, The 
Mendacious Menagerie, 2008.  
The Mendacious Menagerie was an immersive installation appropriating a 19th century 
P.T Barnum freak show[Figure 2,3]. P.T Barnum freak shows objectified what were
considered deformed bodies which included the bearded lady, conjoined twins and the 
tallest man. These people’s bodies were objectified for the public to view in circus tent 
settings. I had used this visual setting as the installation platform but replaced the 
deformed bodies with deformed, blobby “art” objects.  
Figure 2 and 3:archival images reproduced from Red Sky blog: 
http://blog.redskypr.com/2011/05/implementing-smart-pr-when-your-client-is-a-freak-show/ Reproduced 
from all-that-is-interesting blog: http://all-that-is-interesting.com/freak-show-members (both accessed 10th 
December 2017)  
8 William Tucker (London, Pangolin, 2014)  https://www.youtube.com/watch?v=IVOe28tkB2A 
(accessed 4th November, 2017) 
9 
This installation was set in a white gallery space that was around 8x4 meters with the 
floor covered in hay. Demarcations of red and white vertical striped fabric were 
suspended from the ceiling to allude to a circus tent. The circus tent housed more objects 
which acted as platforms these included shipping containers, cages and suitcases which 
framed the ‘stars’ of the show, the blobs. These indefinable and ugly blobby masses were 
made from congealable materials such as gelatine, silicone, latex, latex gloves [Figure 4] 
and tapioca pearls.  
Figure 4: The Mendacious Menagerie (detail)-latex gloves, pink glitter, faux pearls, pink sequins, synthetic 
hair, wax, gloss, 30cm x 30cm, 2008 
In attempts to salvage the blob’s dignities, I ‘dressed-up’ the blobs by adorning them with 
wigs, jewels, sequins and glitter. I had also created personas through one channel voice 
recordings to give a literal voice to the blobs. The voice recordings were performances 
alluding to the voices one would hear at a circus including a ringmaster shouting 
proposals of affection or the caged starlet engaging in overly flirtatious banter. These 
blobs created tension for their audience, through their repulsive sticky larval appearance 
which was counteracted by their flirtatious and likable personas.  
The sculptural and installation methods I had adopted for The Mendacious Menagerie 
had followed the lineage of contemporary excessive and deformed figurative sculptural 
installations of The Chapman Brothers and David Altmejd [Figure 5]. However, my work 
emitted a sense of confusion and over- compensation in its identity as an art installation. 
10 
The formal examination of The Mendacious Menagerie validated that the excessive 
nature of the installation drew away from the objecthood of the blobs.  
Figure 5: David Altmejd, The Index, 2007,  Steel, foam, wood, glass, mirror, Plexiglas, lighting system, silicone, 
resin, taxidermy birds and animals, synthetic plants, synthetic tree branches, bronze, fiberglass, paint, burlap, 
leather, pinecones, horse hair, synthetic hair, chains, wire, feathers, 131 H x 510 1/2 W x 363 1/4 D inches , 
reproduced from David Altmejd.com, http://www.davidaltmejd.com/2008-andrea-rosen-gallery-1/ (accessed 
23/11/17) 
The critique from the examination of The Mendacious Menagerie left me contemplating 
the materiality of sculptures. I began examining how I could achieve the voice of the 
material without feeling like I had to intervene and salvage my sculptures dignity by 
adding material additions such as platforms, pedestals, plinths and accessories. This 
approach ultimately destabilized the voice of the blobs through the kitsch and pedestal 
material interventions as they further complicated the blob’s symbolic meanings. 
When researching abstract sculptural histories, I found that symbolic methods opposed 
to creating symbolic meaning can be attained through an “economy of loss”9 as Briony 
Fer suggested about Eva Hesse’s work as Hesse’s artmaking process revelled in the bare 
materiality of her materials. This process of the “economy of loss” slowly began in my 
practice through going back and removing excess matter that were novel afterthoughts 
9 Briony Fer, edited by Mignon Nixon, Eva Hesse, October Files, (MIT Press, Cambridge, 
Massachusetts, 2002) 58 Referring specifically to Eva Hesse’s practice, Fer suggests that Hesse’s 
sculptures are intentionally not loaded with symbolic meaning or gesture. 
11 
or attachments. I shifted focus onto colour, texture, light and lines alone which 
marked the first suggestion of sculptural integrity and agency in my practice. This shift 
is demonstrated in my work U, 2016 [Figures 6,7,8,9,10]. 
Figure 6: U, 2016, Organza,perspex, latex, jelly wax, plywood, straws, acetate,light, 2m x 2m x 3m 
Figure 7: U, detail 
12 
 
 
Figure 8: U, detail 
 
                 
Figure 9: U, detail     Figure 10: U, detail  
 
13 
U was the first attempt at reducing materials in my installations to draw attention to the 
inherent vibrant elements of the material. When referring to the vibrant elements, I am 
referring to the agency and purity of material, how the latex decays and how the fabric 
falls and folds. I felt a similar resonance with these paradigms by examining the 
minimalist artists of the 1960’s. These artists practices focused on responding to their 
environments or spaces they worked in.10 By using this understanding of material agency 
and space, U drew attention to elements of colour, line, light and texture which 
intentionally contrast against one another. 
 The materials were forcefully fused together to create a discordant harmony between 
synthetic and natural matter and jarring colours. The assemblages responded to the 
space by withholding heavy intervention and alteration of the material and space, so that 
each sculptural assemblage looked as though they were agents of disruption. The 
sculptural assemblages were informed by the limitations of the size of the space, 
placement of window, power points and a single pre-existing hook which I used to 
suspend 4 metres of uranium green organza [figure 10]. These choices were direct 
responses to the environment and to reinstate a combative dialogue against Michael 
Fried’s  claim that Minimalist art was too theatrical to be read as sculpture and void of 
sculptural integrity.  
Fried suggested the temporality of experimental Minimalist installation methodologies, 
Minimalist sculptures performed like a performer in theatre11 because their sculptural 
transcendence of time and place via a plinth or frame did not exist. He suggests a 
theatricality occurs because the Minimalist space becomes a shared space and time with 
its viewer.  I argue that it is in this shared space that vibrancy of sculptural assemblage 
occurs and not object theatricality as Fried suggested. The Minimalist sculpture’s force 
of agency as the sculptural assemblage begins to claim its space rather than perform in 
it. 
 The process of reducing materials and installing them in questionable spaces aided in 
articulating Jane Bennet’s definition of thing-power, which applies to a sculptural 
assemblage’s agency. I suggest that thing-power can be seen in their dual or multi-modal 
identities,  which can be lost when overcrowded with materialities and forced symbolic 
gestures. 
10  Bishop, Claire Installation Art- A Critical History, pg 53 
11 Ibid, pg 53 
14 
 
Part 1: Chapter 2- Weighty Materiality-The Hook is the Apparatus but also the Weight 
The concept of thing-power offers an alternative to the object as a way of encountering 
the nonhuman world. It also has (at least) two liabilities: first, it attends only to the vitality 
of stable or fixed entities (things), and second, it presents this vitality in terms that are too 
individualistic (even though the individuals are not human beings).12 
 Jane Bennet’s definition of thing-power is explained through the materiality of debris, 
organic and inorganic matter and mineral. She speaks of the individual capabilities that 
each thing has in its dual obligations. I will use thing-power to explore the capabilities of 
sculptural objects, specifically hooks. For my MFA work I have created forms which allude 
to the form of a hook. I begin this investigation by applying the concept of thing-power to 
the historical use of hooks used in the ceremonial practices of the Iatmul people of Papua 
New Guinea and through the first test hook I presented in an installation titled J-L Bate, 
2017. By using the concept of thing-power, I draw focus on the ambiguous and disruptive 
duality of the hook as an art object and apparatus. 
 The hook as an art object in my practice is caught in a dual state which evokes the non-
logic and the adjective quality of the Formless. This is because the apparatus is holding 
objects and thus performing “its task”13  precariously and through its allusion to form. Its 
symbolic weight declares its own sense of non-logical and formless nature. It is in this 
non-logical nature of these hooks where their thing-power and vibrancy lie. I clarify this 
concept of thing-power in art objects through examining the dual nature of the late 
19th–early 20th century suspension hooks or the Samban of the Iatmul people of Papua 
New Guinea [Figure 11].  The suspension hook acts as historical starting point in 
understanding object vibrancy through its thing-power.  
 
 
12 Bennet, Jane, Vibrant Matter, A Political Ecology of Things,2010, pg xvii 
13 Georges Bataille, Materiality, pg 90 
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Figure 11: Suspension Hook (Samban or Tshambwan), wood, 64.8 x 21.6 x 5.4 cm, reproduced from 
Metropolitan Museum of Art, (accessed 28th of August, 2017) 
The Samban or suspension hooks are carved wooden hooks used to hang and protect 
items such as food and clothing from vermin. These hooks not only served through this 
utilitarian means but were also used as ceremonial consultants, as ancestral and totemic 
representations were carved into the wooden material. It is stated that before hunters 
went out for their missions they would consult the totemic aspect of the Samban by 
giving a food offering which a human ‘attendant’ would later consume and in doing so 
become a conduit for the ancestor’s advice.14   
The Samban defines the liabilities of a things, thing-power. These hooks go beyond their 
utilitarian function and dually retain a sacred purpose and instruction for the Latmul 
people and this is where the object enables its sense of vibrancy. Through its totemic 
capabilities, The Samban also gently touches on the notion that space and place can 
influence the vibrancy of an object through who carved the wood and why. It is in this 
disruptive dichotomy that vibrancy of an art object can occur and embed itself into the 
object. 
 
14 Metropolitan Museum, New York, Suspension Hook, 
https://www.metmuseum.org/art/collection/search/311260  (accessed 24/08/17) 
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The dual nature of the Samban illuminated the idea for the final MFA work entitled O, 
2018. O is a sculptural installation of precariously balanced, unusual and contrasting 
objects on fabricated hook forms. The hook form became what I desired in an art object- 
something that is aesthetically utilitarian but can perform through multiple modes to the 
point where it visually blurs the objects assumed functionality. The hooks had a dual, 
non-logical presence to their form which was first tested in a reductive installation 
entitled J-L Bate 2017 [Figure 12].  The hooks insecurely performed their function as a 
dangerous object, one that could potentially latch onto a spectator but also became a 
cohesive addition to the objects it held. 
 
Figure 12: J-L Bate (detail), 2017 mild steel, cardboard tube, glass, latex, found copper tube, rope 
In realising this duality in the hooks presence, they became an ambiguous apparatus. 
They performed their objective task as a hook by hooking contradictory materials. These 
hooks also performed as a base to present the materials in the way a plinth presents a 
sculpture in art gallery or museum. This unsettling narrative of object presenting object 
challenges Fried’s theatricality of the minimalist object as “theatrical awareness that the 
work should function as an object in a situation, which, almost by definition, includes 
17 
visitors presence and performative interaction.”15 The non-logic of the hook performing 
the dual task of its agency and purity of material through its form but also meandering as 
a base alludes to this art objects thing-power capabilities, which takes the objects agency 
to a curious realm. This oscillating thing-power challenges the notion of the art objects 
theatrical presence and begins to address the important role of perception involved in 
viewing the art objects because the hook also pushes the spectator away through its 
perceived danger but holds the viewer in place as it acts like a  conventional plinth. 
Although the referral to thing-power is very loaded due to the symbolic weight in these 
two examples of hooks, I am also interested in how their thing-power is caused by their 
non-logical presence. The power and the logic of the hook is seemingly non-logical in 
both the Samban and my hooks, as the dual nature of the hook acts as a tool to latch and 
carry but also gets lost in the disruptive vibrancy of its symbolic weight or gravitas to 
ultimately challenge fixed identities of sculpture. By gravitas, I refer to the objects 
assured presence instead of intervening with excess material or plinth to salvage the 
object dignity.  This non-logical mode produces an emittance of vibrancy which can be 
seen through other art objects focused on similar dualities and perception, created by 
artists Eva Hesse. 
Part 1: Chapter 3- Art Object Vibrancy and Gravitas 
“formal principles…are understandable and understood. It is the unknown quantity from 
which and where I want to go. As a thing, an object, it accedes to its non-logical self. It is 
something, it is nothing.” 16 -Eva Hesse 
It is in Eva Hesse’s interest in the unknown and non-logical quality of her work where the 
vibrancy in her sculpture’s thing-power lie. When she refers to her sculptures, she refers 
to their non-logical identities. Non-logic appears in her practice in how she allowed her 
material to determine her methods. She was open to taking material risks and was 
always aware that her “form and structure threatened to decompose and 
disintergrate.”17  In doing so, she potentially destabilizes the form to create a sense of 
tension between the material used and the sculptural forms she created. I use these 
unknown qualities to 
15 Anne Ring Petersen, Installation Art Between Image and Stage, 2015 Museum Tuscanalum 
press 
16 Briony Fer, Eva Hesse October Files-, pg 59 
17 Briony Fer, Eva Hesse October Files-, pg 81 
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draw attention to the gravitas of an object. Hesse’s Contingent, 1969 [Figure 13] 
demonstrates risk-taking methods in her sculptures. Works such as Contingent 
demonstrate the sculptures vibrancy through its decomposing thing-power during a time 
where unemotional, hard edge art was at its peak. Rosalind Krauss refers to the work as a 
detailed, understood and a unique response to the discourse of 60’s minimalism.18 Her 
practice retained the strong reference to the grid-pattern, straight and rigid experiments 
of her minimalist peers but also retains a sense of emotional expressionism that 
minimalists such Carl Andre evidently lacked.19 
 
Figure 13: Eva Hesse, Contingent, 1969, cheesecloth, latex,fibreglass, (variable) 350.0 (h) x 630.0 (w) x 109.0 
(d) cm, reproduced from National Gallery of Australia, 
https://nga.gov.au/international/Catalogue/Detail.cfm?IRN=49353 (accessed on 6th of August, 2017) 
 
18 Rosalind Krauss, Eva Hesse October Files, 32 
19Ibid, pg 32 
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The allusion to the hard industrialist approach is evident in Contingent through its line 
and form but Hesse manages to soften the industrial quality by creating individualistic 
impressions in the panels of Contingent.  This is because the latex deteriorates, the 
fibreglass blurs and a few of the middle pieces allow gravity to pull them to the floor. 
Each latex and fibreglass suspension seem to necessitate their own individualistic 
requirement of space, so that audience are left to determine its form and material. The 
individualism of each panel creates an uncomfortable blur of material and form which 
Rosalind Krauss refers to as an eclipse of anamorphic condition, “the condition where 
form and matter are given the real possibility of eclipsing one another, and within which 
one experiences the pity and terror of that eclipse.”20 It is within this anamorphic eclipse 
or this space of tension, that each piece in this work retains its sense of its own symbolic 
weight and individual vibrancy.  
In contrast to Contingent, I extend on my point further through my experience of Donald 
Judd’s work Untitled, 1969 [Figure 14] as the duality of vibrancy within this work came 
from its rigidity and rectilinearity. Untitled, 1969 is a floor piece made of plywood painted 
cadmium red and divided with purple Perspex. I experienced this work in person during 
my research trip to the Donald Judd Foundation in Marfa, Texas, U.S.A in 2017. I was 
immediately drawn to its colour vibrancy which heightened its seemingly alien look. Its 
striking colour scheme and almost thick gelatinous like quality was reminiscent of a jelly 
treat but was still difficult to identify.  
In the same warehouse space, there were works that had a more demanding presence 
due to their harsh scale and materiality including Untitled, 1968 [Figure 15]. 
 
 
20 Ibid, pg 32 
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Figure 14: Donald Judd, Untitled,1969, Light cadmium red oil on wood with plexiglass, 50.8 x 123.5 x 121 cm, 
reproduced from the Judd Foundation, http://juddfoundation.org/artist/art/ (accessed on 27th of April, 2017) 
Figure 15: Donald Judd, Untitled, 1968, perforated 12-guage cold-rolled steel, 20.3 x 304.8 x 167.6 cm, 
reproduced from Judd Foundation, http://juddfoundation.org/artist/art/ (accessed on 25th of August, 2017) 
However Untitled, 1969 emitted a softer resonation than some of his other pieces I had 
seen and experienced. Its gentle form was not as demanding of spectators attention 
through its rectilinearity like the hollow box pieces seen in figure 15 but still drew 
attention to itself in a way that the other works didn’t. The clash of the orange coloured 
wood and purple Perspex against the dull, lightly reflective concrete floor emitted a 
distinct agency. The work retained its soft resonation in the sharp reflective surface of 
the Perspex. The cadmium red on the wood had thick matte application and the purple 
Perspex softly saturated the bottom cadmium red triangular form and created a blue hue. 
The use of wood and Perspex to create such a non-logical softness to hard lines and then, 
to permanently situate it on the floor is one invokes a state of tension as the spectator 
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has to manoeuvre around it with more harsh and rigid works in close proximity. Untitled, 
1969’s functionality and aesthetic as an art object remains curious and highlights its 
gravitas. Viewing this work and researching Contingent emphasized the significance of 
physicality of material. It also reinstated the significance of a sculpture or assemblages’ 
relationship to space and incited what Donald Judd insisted when creating and observing 
an art object:  
 “It isn’t necessary for a work to have a lot of things to look at, to compose, to analyse, 
one by one, to contemplate. The thing as a whole, its quality as a whole, is what is 
interesting. The main things are alone are more intense, clear and powerful. They are not 
diluted by an inherited format, variations of form, mild contrasts and connecting parts 
and areas.”21 
Through observing the materiality of my own works, of Hesse’s Contingent and Judd’s 
Untitled, I have come to understand the role that physical space provides to a sculpture. 
A works internal and external space can ultimately, provide the sculpture or assemblage 
with an elusive wholeness, which I refer to as gravitas. Since I have approached my 
sculptural practice with reduced materials, my focus shifted on the interesting formal 
elements of materials and space. In doing this, I began seeing my practices align with 
concepts of the non-logical, formlessness, thingness and wholeness that Eva Hesse and 
Donald Judd were referring to.  
I observed this in a test piece called I Want You to Touch Me, 2016, [figure 16] which I 
feel was an inadvertent metamorphosis of both Eva Hesse’s and Donald Judd’s material 
and spatial process. The process of this work involved painting latex on 360 strips of 
organza fabric and layer them to create an unrecognisable, non-logical larval form.  To 
further highlight the non-logic behind the object, I demarcated it in a Perspex box to 
allude to either a sense of significance or danger to the object.  A plinth would have 
alluded to the significance of artefact but installing it on the floor alludes its unusualness 
or danger. In its installation at Articulate Project Space in Leichardt, the spectator was 
invited to bend down and approach the work on the floor. The positioning of the 
sculpture and its internal space and its interaction with its external space, allowed me to 
see the agency the work possessed in its multidimensional reliance of space. 
21 Judd, Donald, Donald Judd Writings, (New York- Judd Foundation and David Zwirner Books, 
2016 ) 142 
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Figure 16: I Want You to Touch Me, 2016, perspex, latex, organza, gloss 40 x 40 cm 
 
Through understanding this sculptures materiality and its reliance on compressed, 
internal and external physical spaces, the process to salvage the form with more material 
interventions would have felt like a disservice to the sculpture’s gravitas- its serious 
identity as a sculpture. In this realisation, I have been allowing the material to dictate its 
form to me. I have come to understand how these sculptures create a relationship with 
the space they intervene to let their vibrancy in their thing-power occur.  
I allow the sculpture or assemblage and the space it disrupts to allude to the 
destabilization of being caught in mutable modalities which, ultimately, gives rise to the 
non-logical voice of the sculpture. Although I want the work to have its own voice, I do 
not believe this can be completely realised due to the relationship the work has with its 
spectator and in this relationship, contextualisation of the sculpture cannot be avoided.  
In this awareness, the reduction of material and its relationship to its space also allows 
room for the spectator to attach their own narratives to the work as “the message in the 
art object is like a clothes’ rack. The viewer brings personal associations, his belongings to 
the art object, where the message provides hooks for him to hang his associations. The 
hooks of the art rack lead the viewer to ‘regions more cerebral.’”22  It was through the 
process of reducing material and through audience interaction that I learnt to actively use 
 
22 Everett, Sally, Searching for a Post-Modern Avant Garde (North Carolina, Mcfarland and 
Company, 1991) 275 
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space to give spectators enough room to interact with the art object on a 
phenomenological and personal level, as though it were larvae waiting to hatch. 
Part 2: Space, Place and Sites 
Actual space is intrinsically more powerful and specific than paint on a flat surface. 
Obviously, anything can be any shape, regular or irregular, and can have any relation to 
the wall, floor, ceiling, room, rooms or exterior or none at all.23  
Space -- does it belong to the primal phenomena at the awareness of which men are 
overcome, as Goethe says, by an awe to the point of anxiety? For behind space, so it will 
appear, nothing more is given to which it could be traced back. Before space there is no 
retreat to something else. The special character of space must show forth from space 
itself.24 
Donald Judd and philosopher, Martin Heidegger both suggest that space is a defining 
factor in understanding phenomena within that space. Phenomenological discourse 
surrounding object and space dominates in the discourse of objects of perception. In an 
arts context, the minimalist art movement of the 1960’s played with the phenomenology 
and spatiality of their sculptures. It is through this discourse that I am examining how my 
sculptural practice has demanded that I understand the multi-dimensional value of space 
and its impact on sculpture and sculptural assemblages’ vibrancy.  
 When I speak of multi-dimensional value, I am referring to the malleable roles of space in 
the essay, Sculpture in the Expanded Field, 1979. Firstly, through my own perceptive 
interactions with significant land and sculptural works from the North American 
Minimalist and Land art movements of the 1970’s through to the 1980’s. I then suggest a 
trajectory of spatial influence on a sculpture’s vibrancy through the contemporary 
exhibition entitled, Riven, 2015 by Marian Tubbs and my own work Axis Paralysis (Never 
Your City), 2017.  
Within this empirical research and my own practice, I have considered how spatial 
considerations impact the vibrancy of a sculpture. This is determined by how the 
presence, absence and limitations of space in place or site can lend itself or violate the art 
23 Judd, Donald, Specific Objects in Donald Judd Writings, (New York: Judd Foundation and David 
Zwirner Books 2016) 141 
24 Crowther, Paul, Space, Place and Sculpture Working With Heidegger, M. Man and World, 
(Springer Science+Business Media B.V. 2007 ) 155 
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object to provoke or alter a sculpture’s vibrancy. I have called these spaces ‘Spaces of 
Tension’ to draw focus on the strained phenomenology that can exist in creating and 
understanding the proclivities of spatial influence on an art objects vibrancy. I have 
developed the idea of object vibrancy through spatial inquiries that are divided into 2 
chapters which are as follows: Part 2: Chapter 1- Melting Entropy in Sites: The Spiral Jetty. 
This chapter covers my bodily interaction with Robert Smithson’s Spiral Jetty and how this 
experience allowed me to understand the influence of site in the manifestation of 
material and form. 
 I extend on the significance of space by focusing on the significance of perception and 
spectator interaction in Part 2: Chapter 2: Environments and Embodied Perception. This 
chapter focuses on the interaction of the spectator’s body in a space that has been 
intervened by an art object. I examine this through my personal interactions of three 
North American minimalist installations from the 1970-80’s which are 100 Untitled Works 
in Mill Aluminum by Donald Judd 1982-1986 and Untitled, 1970 by Dan Flavin at two 
different sites in New York. I also use these experiences to locate spatial influence of art 
object vibrancy in the contemporary exhibition, Riven, 2015 by Marian Tubbs and through 
my work Axis Paralysis (Never Your City), 2017. 
Each work was chosen for their deliberate demands of the spectator’s body within the 
installations. It has been through this multi-dimensional examination of physical space in 
these sites that has allowed me to comprehend how space can lend to a sculptures 
vibrancy or render it into an impasse which degrades a sculptures inimitable vibrant 
pulse.  
 
Part 2: Chapter 1- Melting Entropy in Sites: Spiral Jetty and Robert Smithson 
 The physical demands of my practice prompted me to conduct empirical site research of 
North American Minimalist and Land Art sites from 1960-1986, so that I could elucidate 
spatial influence on sculpture vibrancy. I had selected specific artworks to visit and 
experienced them in multiple formats, so that I would be able to comprehend how spatial 
considerations added or detracted to the vibrancy and thing-power of a sculpture or 
sculptural assemblage. 
 I chose to experience Robert Smithson’s Spiral Jetty and Nancy Holt’s Sun Tunnels, the 
publicly accessible sites of the Judd and Chinati Foundations in Marfa, Texas and finish in 
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conventional museum and gallery contexts of New York by visiting Dia: Beacon, The Dan 
Flavin Institute, Museum of Modern Art and LOMEX gallery in New York which was Eva 
Hesse’s old studio in the 60’s.25 This itinerary exposed me to the variations of the use of 
space at different sites before returning to gallery contexts.  
This investigation also allowed me to see the inherent modes of spaces artists occupy to 
contemplate and articulate their sculptures and assemblages. The spaces highlighted on 
this trip are not only fixed sites but also the alluring spaces of transit before returning to 
fixed spaces such as galleries, studios and site-specific sites. I will briefly acknowledge 
how the different characteristics of the spaces of the site contribute to the sculpture or 
sculptural assemblage’s vibrancy. I feel it is necessary that I acknowledge the impact of 
transit in this investigation, specifically the marked site26  [refer to Figure 17] the Spiral 
Jetty 1970. 
 
Figure 3: Rosalind Krauss, Sculpture in the Expanded Field diagram, reproduced from 3am Magazine 
http://www.3ammagazine.com/3am/retracing-the-expanded-field/ (accessed on 15th of November)   
It is important to note that, that I attempted to reach Nancy Holt’s Sun Tunnels after my 
visit to the Spiral Jetty, which are both in Utah. I did not reach the Sun Tunnels because of 
road closure due to a weather warning. However, the attempt to get to the site shaped 
the trajectory of thinking regarding spatial influence of sculptural vibrancy. The trip to 
The Spiral Jetty initiated the idea that I separately analyse artwork and space. This 
 
25 http://www.artnews.com/2015/12/23/lomex-a-gallery-named-for-robert-moses-and-housed-
in-eva-hesses-studio-opens-on-the-bowery/  
26 Rosalind Krauss, Sculpture in the Expanded Field, October, Vol. 8. (The MIT Press, 1979) 41 
Marked-Sites- Rosalind Krauss describes marked sites as a sculptural exchange between a 
landscape and not landscape. The landscape is altered by the landscape itself. 
26 
dissection was necessary to understand the site before its unification with interventional 
sculptures. 
Starting the research trip at the Spiral Jetty was a significant introduction to the 
Minimalist and Post Minimalist discourse for the research. The physical experience of 
land art exposed the layered dimensionality of space and perception when viewing a 
spatially dependent work. The surrounding landscape defined the work, as the arduous 
journey to the site filled me with simultaneous anticipation and a hurry to get to the 
work, similar to reaching the summit of a challenging hike. I was challenged as spectator 
by how the work kept changing within in space and time and how that impacted my 
emotional response. These changes potentially aid the work in its agency and vibrancy as 
experiencing the Spiral Jetty began before I had even reached the work itself. 
 The diversity of landscape in Utah that surround the Spiral Jetty and the Sun Tunnels 
have a unique harshness that is that is present in each landscape. It can be seen and felt 
in the gravelly mountains in Wendover where the Sun Tunnels are situated, the 
Bonneville salt flats [figure 18], and the snow-capped mountains that overlook Salt Lake 
City [figure 19]. Salt Lake City, specifically, has contrasting seasonal changes which effects 
their ecosystems. This includes an alpine climate and also heat which contributes to the 
unique salt and algae build up which (which create a pink hue) thrive at the Salt Lake.27 
This vastness in the landscapes made both journeys feel like there was no sense of 
linearity, even when following a map. The scale of the land in Utah remains the most 
remarkable trait however the colours and textures of both sites could have contributed 
greatly in the aesthetic site decisions of the Tunnels and the Jetty, similar to the way a 
painter would prime his canvas. 
27 Ira Flatlow, https://www.npr.org/2013/04/26/179224937/great-salt-lake-is-no-dead-sea 3:16-
3:38m 
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Figure 4:  Documentation of Bonneville Salt Flats, Utah, U.S.A taken on the 19th of May, 2017 
 
 
Figure 5: Documentation of Oquirrh Mountains, Utah, U.S.A taken on the 19th of May, 2017 
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The drive to Rozel Point where the Spiral Jetty is situated is in the north arm of the Salt 
Lake. I immediately felt insignificant due to the sublimity of driving Golden Spike Road 
[Figure 20] as this experience began to create perceptual tension for me as spectator.  
 
   Figure 6: Documentation of Golden Spike Road, taken on the 18th of May 2017 
As I was driving, I anticipated the size of the spiral. I imagined that the scale and 
formation of the spiral were going to be disappointing compared to the vastness, sand 
and salt of its surrounding environment. When I had reached the end of the road, the 
scale of the spiral [figure 21] was as disappointing as I had pre-empted. I immediately felt 
art historians and theorists had aggrandized the discourse surrounding the work, with 
heavy statements such as “Addressed to life and entropy, Spiral Jetty is a metaphor for the 
coil of time and theories for the irreversibility of energy loss.”28  
The scale stayed at the forefront of my focus and I became lost in disappointment as I 
began to quantify the time-consuming transit that led me to this work. I felt the entropic 
discourse surrounding the spiral did not live up to my expectations and had later found 
 
28 Kristine Stiles and Peter Selz, Theories and Documents of Contemporary Art A Sourcebook of 
Artists Writings, ( University of California Press, The Regents of the University of California, 2012) 
593 
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that my disappointment is a common preliminary reaction in many Spiral Jetty 
spectators.29 
 
 
Figure 7: Documentation of Spiral Jetty, Utah, U.S.A taken on the 18th of May 2017 
 
This disappointment is immediately contested once spectators let go of the idea of scale 
and begin walking the spiral. The work silently instructs its spectator to be perceptive of 
the work in the entirety of the landscape30 through their bodies. It was here I noticed the 
difficulty in executing a rock, salt and crystal spiral no matter what scale. I was also 
simultaneously called to question the insignificance and significance of my body in the 
space, on the space, in-between it, on top of and around it. My insignificance was felt in 
the numerous entropic histories the rocks had endured and in the vastness of the land. 
My bodily significance was felt in hearing my breath and heartbeat when I came across a 
moment of extreme silence which hadn’t been disturbed by razor sharp gusts of wind. 
 
29 http://radiowest.kuer.org/post/robert-smithsons-spiral-jetty Ann Reynolds, Associate 
Professor of Art History, University of Texas at Austin discussing disappointment at Spiral Jetty 
site at 4.29-5.21 mins 
30 Ibid, 5.44-5.56 mins 
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 The land art spiral with its many documentations, connotations and histories emitted its 
own assuredness. From a spectator’s point of view, the Spiral can be initially encountered 
as a mere beauty spot on the surface of a sublime landscape. Then, suddenly and 
noticeably, the pink saltwater lake that has eroded the land surrounding the spiral can 
resemble a dry flat desert. The algae in the lake changed its pink colouring with the sky, it 
would go from watermelon, to salmon and to glowing pink.  
The land and sky then dictate how the work is experienced and the works assuredness 
can suddenly bring a pause to the number of discourses surrounding the Jetty, as the 
work speaks for itself through its entropy. By entropy, I am specifying the disorder that 
arises between the artists relationship and process in making the spiral form and how 
that spiral form merges with and highlights the entropic formula of the site. Robert 
Smithson points out that the translation of the spiral can become murky in trying to 
locate its mathematic absolution. 
“Of course, it is also possible to translate the mental spiral into a three-dimensional 
succession of measured lengths that would involve areas, volumes, masses, moments, 
pressures, forces, stresses, and strains; but in the Spiral Jetty the surd takes over and leads 
one into a world that cannot be expressed by number or rationality.”31 
 The surd and the materials of the spiral have become possessed by the landscape. Their 
relationship to the environmental space only highlight the entropic and formless 
implications of the artwork. It is in this point of tension the spiral melts into the river and 
it is in this melting where the role of the physical space lends itself to a spiral’s vibrancy.  
Through my experience of the Spiral Jetty, I was able to deduce that the artwork’s 
vibrancy is, ultimately, not created by its scale or the spiral itself but instead creates its 
agency by adopting an entropic dual identity as a marked site through its in-between 
modes of being a landscape and not- landscape [figure 22, 23, 24]. It is in this space of 
tension is where the work presents its vibrancy as it transgresses into a beautiful rupture 
in the sublime landscape it inhabits. 
31  Smithson, Robert, The Spiral Jetty (1972) in Robert Smithson: The Collected 
Writings,(University of California Press, Estate of Robert Smithson, 1996) 147 
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   Figure 8: Documentation of Spiral Jetty, Utah, U.S.A taken on the 18th of May 2017 
 
    Figure 9: Documentation of Spiral Jetty, Utah, U.S.A taken on the 18th of May 2017 
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    Figure 10: Documentation of Spiral Jetty, Utah U.S.A taken on the 18th of May 2017 
 
The physical experience of the Spiral Jetty and my attempt to Nancy Holt’s Sun Tunnels I 
began to comprehend the phenomenological relationship of site and sculpture through 
the artist, spectator and artwork network.  I concluded that the spectator and the 
physical space or environment imparts and unifies itself within this network and 
contributes to the  vibrancy of a sculpture or sculptural assemblage. In this case of Land 
Art, it “requires that the audience literally steps into the artwork and becomes part of it- 
or at least physically surrounded by it.”32 
I wanted to investigate how this translated in gallery settings through Krauss’s 
constituent of Site-Construction [Figure 17] in the expanded field diagram. I wanted to 
see if these sites had similar phenomenological effects on perception in the spectator as 
Spiral Jetty had and if sculpture or sculptural assemblage vibrancy occurred in those 
formal settings.  
Part 2: Chapter 2- Environments and Embodied Perception 
 In this chapter, I focus on locating a sculpture’s vibrancy in historical and contemporary 
formal settings by using Krauss’s constituent of Site-Construction from her Sculpture in 
the Expanded Field diagram [figure 17]. The term site-construction refers to work that 
 
32 Petersen, Anne Ring, Installation Art: Between Image and Stage, 2015 61 
33 
was architecture within a landscape manipulated for artistic interventions,33 which 
includes Donald Judd’s 100 Works in Mill Aluminium. I further clarify my experience of 
sculpture in site-construction contexts by comparing the same work in two different site-
construction contexts to elucidate a sculpture's  vibrancy. Dan Flavin’s Untitled, 1970 at 
Dia: Beacon in New York and the Donald Judd Foundation on 101 Spring Street in New 
York were used for this clarification. In proclaiming this, I am not suggesting that the work 
loses its appeal as a sculpture, I am stating that the sculptures vibrancy can be shifted, 
dulled or merely lose its vibrant pulse.  I then extend on where these concepts have led in 
the unification of art objects and space in conventional contemporary gallery contexts 
through the exhibition, Riven by Marian Tubbs and my work, Axis Paralysis (Never Your 
City). 
The perception of my body at the Spiral Jetty aided in clarifying the imperative roles of 
physical space in observing a sculpture, particularly in the phenomenology of the 
spectators body addressing an art object’s vibrancy. Embodied perception contributes to 
art object vibrancy as “Perception is not simply a question of vision but involves the 
whole body.”34 It is through this involvement of the spectator’s whole body that I feel a 
sense of vibrancy can be experienced by the spectator.  
Art historian Claire Bishop suggests that through their reductivist and formal 
methodologies, the artists from the Minimalist art period of the 1960’s physically 
articulated Maurice Merlau-Ponty’s argument that “subject and object are not separate 
entities but are reciprocally intertwined and interdependent.”35 She further articulates 
this idea by highlighting the non-expressive element and erasure of symbolism using 
literalism in Minimalist material and their bias for reduced and simple forms. This process 
of reduction immediately redirects the spectator’s attention to the artists external 
considerations including spatiality that shifts focus onto their bodily perception.  
Bishop defines this through the Minimalist terms, used by artists such as Robert Morris 
and Donald Judd, of creating an “environmental situation” and “environment”. These 
terms denoted a more unified work in the field of site-construction. This suggests that the 
art object’s presence can alter the spectators understanding of the total space, including 
the architecture and landscape.36  This unification of installation and “environment” is 
33 Krauss, Rosalind, Sculpture in the Expanded Field, pg 41 
34 Bishop, Claire, Installation Art A Critical History, 2005, pg 50 
35 Ibid, 2005, pg 50 
36 Ibid, pg 55 
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distinctly adapted in the work 100-Untitled Works in Mill Aluminum, 1982-1986. The site 
at Marfa was chosen and restored specifically for the installation of the large scale work. 
Visiting the Donald Judd Foundation in Marfa, Texas exposed the vital role of physical 
spaces as spaces of contemplation for artists practice. In these spaces of contemplation, 
which the tour guide stated that Donald Judd called ‘Cerebral Spaces’ [Figure 25], the 
artist would contemplate the value of a sculpture and its intervention in a physical space. 
The value of the sculpture was determined by how it was placed and where it would be 
situated due to its quality. Objects of failures, mistakes and poor fabrication occupied 
spaces across various cerebral spaces of the Judd Foundation. They acted as necessary 
reminders of how to progress with a certain piece, the work would either be re-examined 
through new materials or refraining from further fabrication if it did not co-operate with 
a space.  
 
Figure 11: Documentation of the front of a Judd Foundation ‘Cerebral Space’ in Marfa, Texas U.S.A taken on 
the 27th May, 2017 
 
This process also explains how the internal and external space of a sculpture had a 
relationship with the site it inhabited. After reflecting on the materiality on my 
experience with the one-off intervention of Untitled, 1963, which I referred to in Part 1: 
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Chapter 3,  I noticed how the meticulous development and linear vision of Donald Judd’s 
demonstration of the value of space in the 100-Untitled Works in Mill Aluminum, 1982-
1986 [Figure 26].  
 
Figure 12: Donald Judd, 100-untitled works in mill aluminum, 1982-1986, aluminum x 100 parts 104 x 129.6 x 
182.9 cm, reproduced from the Chinati Foundation, https://www.chinati.org/collection/donaldjudd (accessed 
on the 28th of May, 20170 
Upon viewing the work, I was rendered into a meditative state by the silence in this  
space which was evocative of the silence experienced in the cerebral spaces and the 
Spiral Jetty. Sculptural precision is immediately apparent in the simultaneity of the outer 
dimensions of the box objects (41 x 51 x 72 inches)37 as “Each box was at once 
independent as well as part of an ensemble of thematic variations. Open on one or more 
of their six sides, the boxes’ interiors were divided into horizontal, vertical, or diagonal 
sections by means of one or more sheets of aluminium.”38  
Each work had enough space to reverberate individually but also created a soft dialogue 
with their almost identical counterparts. The space itself provided a haven for the boxes 
by drawing out their blatant shimmering vibrancy through the intentional use of the 
bright desert light against the polished surfaces of the metal and floor. The sculptural 
 
37 The Chinati Foundation, https://www.chinati.org/collection/donaldjudd accessed 25/08/17 
38 Haskell, Barbara, Donald Judd, (New York-Whitney Mueseum of American Art) 123 
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vibrancy was further illuminated by existing in a space of tension created from the 
conflictive nature of the space, as the work occurs in its violent history of once being two 
artillery sheds [Figure 27]. 
 
Figure 13: Documentation of Donald Judd artillery sheds, at the Chinati Foundation, Marfa, Texas U.S.A, taken 
on the 28th of May, 2017 
The works have been displayed as a 50 to 50 format with 50 boxes in each shed. Under 
the pertinent direction of Donald Judd, the architectural structures conserved their 
authoritative history. This was achieved by preserving the harshly polished concrete 
flooring, concrete pillars and ceiling the restored industrial tin roofing and regimented 
bricklaying work with painted signs shouting punitive German commands. 
 The sheds authoritative voices were softened in the architectural rendering led by Judd 
particularly through the addition of the large glass panels. These panels allowed the 
desert light to saturate the space and provide the boxes with illusory infinity as the light 
intermittently touched and danced around the dull reflective surfaces of the polished 
aluminium boxes and the surface of the concrete floor. Additionally, the light and 
reflective surfaces of the polished aluminium and concrete created an illusion of the 
boxes gently hovering off the floor. This heightened the boxes level of vibrancy as the 
boxes created an agency within themselves that was confoundingly alien. 
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 It is in this dual nature of altering the once violent role of the space to a site-specific art 
installation site, a space of tension has occurred. The role of space in 100 Untitled Works 
in Mill Aluminum is what quietly demands the spectator to be aware of their body in 
relation to the harsh and violent histories within the interior and exterior of the space, to 
then be confronted then calmed with illuminous alien sculptures. The illuminous 
sculptures are considered disruptions which challenge the histories embedded in the 
space. 
 In doing so, the boxes emit their own agency, as the spectator can stretch and peek into 
the boxes to witness their individual and repeated formal qualities but also in how they 
have disrupted a course of history.  Viewing 100 Untitled Works provides an anchorage 
point where the role and value of physical space aid in creating sculptural vibrancy for 
this work, similar to the wat the remoteness of Rozel Point contributed to the vibrancy of 
the Spiral Jetty. After these experiences, I clarified this idea further in gallery contexts by 
observing the Untitled, 1970 by Dan Flavin at two different sites. 
 This led to the development of how site spatiality can impact the spectators experience 
of a sculpture’s  vibrancy. The first time I had experienced Untitled 1970 was at Dia in 
2012 [Figure 29], it was the only work exhibited in a large room which was once a room 
of a biscuit factory. My body lapped up and down the work trying to ascertain its 
illuminous pull, which went beyond its fluorescence. The work seemed to suggest I could 
use my body to walk through the frames to catch a glimpse of the artists process as it 
stayed formal but playful in its suggestion of interactivity. I initially comprehended the 
work as another homage to a “monument”, which is in quotations to address the irony of 
the impermanence of the artists structures39 as demonstrated in "monument" 7 for V. 
Tatlin, 1964 [figure 28]. 
 I am interested in this impermanence of monument as it alludes to the space of tension 
of giving a sculpture an identity that is determined by the artist. These works succeed in 
the detachment of monumentality through the artists spatial considerations. Rosalind 
Krauss refers to the inseparability of sculpture from the term monument but 
acknowledges the shift in convention in the late nineteenth century by referring to the 
displacement of August Rodin’s Balzac, 1880. This work was deemed a failure as its 
identity as monument was not fulfilled, it was not erected on the chosen site but shown 
 
39 The Dia Foundation,  https://www.diaart.org/program/exhibitions-projects/dan-flavin-
collection-display accessed 17/11/17 
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in many museums around the world and Rodin subjectively believed the sculpture would 
never be accepted.40  Krauss then refers a sculpture’s failures as its “negative condition”. 
She suggests a sculptures negative condition is a kind of sitelessness, homelessness or 
loss of space through the removal a sculptures base or plinth. She goes on to suggest this 
creates a nomadic identity through the absorption of its base and this where the works 
autonomy is created.41 
Figure 14: Dan Flavin, "monument" 7 for V. Tatlin, 1964, fluorescent light and metal fixtures, 304.8 x 71.1 x 
12.7 cm, reproduced from The Dia Art Foundation, https://www.diaart.org/collection/collection/flavin-dan-
monument-7-for-v-tatlin-1964-1980-008 (accessed on the 25th of November, 2017)  
 It is through this spatial awareness of sculpture that the second time I experienced 
Untitled, 1970 was at the Donald Judd Foundation at 101 Spring Street in New York in 
2017 [Figure 30] It is in this installation that I suggest the sculpture’s vibrancy had been 
interrupted.  
Untitled 1970 was on the top level of the Spring Street building which the tour guide 
informed us was the artist’s private space to rest. The work had a jarring identity as it 
fought with other permanent objects within and around the space. It clashed with the 
40 Krauss, Rosalind, Sculpture in the Expanded Field, 1979 pg 34 
41 Ibid, pg 34 
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large window frames with NYC buildings obstructing any sky, the bed and the small 
decorative lounge. The lights appeared to be disengaged with the art objects on the 
adjacent wall, which ultimately offset a sense of traditional sculptural monumentality to 
the piece. This monumentality was seen through its overpowered positioning in the 
space. Its placement, in front of Judd’s bed, created a grandiose and interventional 
identity and its scale in the space came across obtrusive. The play on scale and 
monumentality dulled the work’s vibrancy because my bodily perceptions were 
obstructed by the jarring phenomenology of lack of space and distraction from the 
surrounding objects 
 
Figure 15: Dan Flavin, Untitled, 1970, Blue and red fluorescent light, dimensions variable, reproduced from 
the Dia Art Foundation https://www.diaart.org/collection/collection/flavin-dan-untitled-1970-1999-002 
40 
 
(accessed on the 20th of December, 2017)
 
Figure 16: Dan Flavin, Untitled, 1970, Blue and red fluorescent light, dimensions variable, reproduced from 
Domus Magazine, https://www.domusweb.it/en/art/2013/07/18/101_spring_streetdonaldjudd.html 
(accessed on the 20th December, 2017) 
 
Upon revisiting Untitled, 1970 at Dia Beacon [Figure 29] in 2017,  I was able to shift my 
focus back to the phenomenology of the work and its propulsions to create bodily 
perception for the spectator in the artist, artwork and audience network. I began to 
locate the vibrant pulse that lay in the work, as the installation at Dia:Beacon allows 
enough physical space around the work for an audience to view the work with different 
points of embodied perception. The accessibility to view the work from varying points 
within the huge open gallery space and limited material disruptions intervening my line of 
sight, my attention stayed on the dialectic of space and object unifying to create vibrancy 
within the work. It is this careful fusing of simple materialities witnessed in the décor, 
floor and walls of Dia:Beacon, that Untitled’s, 1970 vibrancy can be witnessed in a formal 
museum and gallery setting. The phenomenological influence of these site-construction 
Minimalist examples have also paved the way for contemporary artists.  
Marian Tubbs’ exhibition, Riven, 2015 at Station gallery, Melbourne also demonstrates a 
vibrancy in sculpture through the multi-dimensional presence of space, beginning with 
her materials and their interaction with their environment. The colourful materialities in 
her sculptures were prevalent but simultaneously contained and in doing so, alluded a 
condensed presentation of the detritus from a decade long party.  
41 
The use of contrasting materials were trapped demonstrations of materials that are easily 
accessible but difficult to identify: plastic in its myriad of forms, the attractive fabricated 
plywood frame boxes which matched the gallery ceiling but draped definable and 
indefinable hard and soft matter and more mysteriously familiar objects trapped in latex 
or solid glass slabs. The solid glass slabs were resting on what seemed to be discarded 
and then salvaged pieces of dense foam which had a thick layer of house paint to provide 
the glass with a more resilient substrate [figure 31]. The materialities in the glass were 
engaging in turbulent conversations with the materials surrounding them but were 
trapped into a single palpable spatial package that seemed confusing and out of reach of 
the spectator- 
“In the exhibition, Marian Tubbs has suspended these synthetic objects, plasticky and 
richly pigmented, in rectangular glass moulds small enough to hold in two hands. 
Presented atop torn sheets of painted foam, the glass moulds are at once solid and 
fragile, transparent and opaque.”42 
42 Koppel, Dana, Riven- Marian Tubbs, http://www.mariantubbs.com/riven 2015 
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Figure 17: Marian Tubbs, Riven, 2015, glass, foam, multi-media, dimensions variable, reproduced from 
http://www.mariantubbs.com/riven (accessed on 22nd of August 2017) 
 
The immediacy of tension between materials used in this exhibition was highly palpable 
as the work seemed to keep demanding that I, as spectator, linger and bend down, stand 
vertical again, walk away but then return to bend once more because I wanted to attain 
what was in the glass. I had a propulsion to want to smash the glass to collect the 
treasures inside as the open floor space surrounding the work seemed to suggest that I 
could. However, I was immediately stopped by the foam substrate supporting the glass, 
as the foam reminded me of their fragility. 
 In realising these propulsions, I felt a similarity to the Minimalist and Post Minimalist 
spatial practices I had previously experienced as Riven seemed to emit a quiet but 
demanding voice of vibrancy. The physical space in the materials and in the positioning of 
the works in the gallery provided a non-logical and unspoken set of instructions on how 
spectators should move within the space.  
The materiality in the objects, in all their density and their floating propensity to crack 
were given room to rest and breathe in a space that required spectators to 
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circumnavigate their bodies around the sculpture through unspoken instruction. The 
spatial decisions which quietly provoked the spectators on how to move allowed the 
bandages, the foam and glass embedded with celluloid sensuality, celebrate their 
disruptive existence within the space. In doing so, they carried agency and vibrancy 
even within restrictive gallery limitations [figure 32].  
Figure 18: Marian Tubbs, Riven, 2015, glass, foam, multi-media, dimensions variable, reproduced from 
http://www.mariantubbs.com/riven (accessed on 22nd of August, 2017) 
The spatial experiences of the Spiral Jetty, the Judd and Chinati Foundations, Dia: Beacon 
and Marian Tubbs’ Riven, strengthened my understanding of material, sculptural and 
spatial practices in my approach to sculptural installation. This is demonstrated in my 
work Axis Paralysis (Never Your City), 2017. Axis Paralysis was an installation which 
explored the tension of being caught between two spaces, specifically cities I have 
inhabited which were both simultaneously alluring and rejecting of their inhabitants. This 
idea was explored through clashing materialities and ambivalent demarcations. 
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The installation was set up at four random points in the front foyer gallery space at the 
Sydney College of the Arts, Rozelle campus. Student curators requested the sculptures 
they wanted to display and then I limited my installation to what the space would allow 
me to do in creating disruptions to the space. I did this by using pre-existing markings or 
fixtures to determine where I would install. 
I used two pre-existing fixtures to suspend works which were parallel to one another and 
cut across the room. From one point, I suspended thick, synthetic blue velvet [figure 33] 
which hid a transparent work that played with shadow and light [figure 34] and from the 
second point, I hung a fabricated steel hook form [figure 35] on the other side of the 
room. 
 
 
Figure 19: Axis Paralysis (Never Your City), 2017, synthetic blue velvet, rocks, resin, latex 
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Figure 20: Axis Paralysis (Never Your City), 2017 resin, acetate 
Figure 21: Axis Paralysis (Never Your City), 2017, mild steel, rope, resin, latex, glass 
The point of suspension for the blue velvet was dictated by two pre-existing hooks near 
the lighting track and the point of suspension for the hook came from spack-filled mound 
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in the ceiling. I also had to accommodate two floor pieces which both leant against a wall. 
These works were industrial detritus which were softened by congealable materials 
including fabric dipped in latex [figure 36, 37]. The two floor works and the hook 
inhabited one side of the gallery and the velvet and transparency inhabited the other 
side. The sections of the room were halved by a long piece of transparent PVC which cut 
through the gallery space at the entry and exit of the gallery. [figure 38].  
The non-logical and intuitive approach to space in Axis Paralysis, highlighted the 
perceptual embodiment required to witness the vibrancy located in the work. Spectators 
were silently directed to look up to locate the reasoning behind the suspensions and then 
follow lines of sight downwards to find clashing materialities. They were asked to look 
down and in doing so, may have caught a glimpse of hidden materialities if they had bent 
down far enough. They were asked to walk behind a thick veil, to uncover a language 
which aimed to cut through the tension of the non-logical methods of the installation. 
These methods suggested the sculptures agency and agency as they provoked questions 
of why the work was in the corners of the space and on the floor, suggesting they could 
move to more illuminated and conventional areas of the gallery. 
Figure 22: Axis Paralysis (Never Your City), 2017, organza, perspex, polycarbonate sheet, latex, jelly wax, glass 
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Figure 23: Axis Paralysis (Never Your City), 2017, perspex, latex, Lapis Lazuli, carnelian 
Figure 24: Axis Paralysis (Never Your City), 2017, pvc, synthetic velvet, organza, resin, steel, latex, rope, rocks, 
perspex, polycarbonate, acetate 
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Axis Paralysis was heavily informed by the research I had undertaken about the value of 
environment and space and how embodied perception affects a sculptures vibrancy. I 
was able to create a space for disruptive materials, where the materials found their own 
voice in how they subtly directed the audience to view and question them. Through this 
approach of considering the intangible or existing distinctions of the space, I feel I have 
begun to locate and define that space of tension that occurs within the artist, artwork 
and spectator network.  
Conclusion 
“An installation’s shaped space is characterised by a duality or tension between the 
fictionalised and theatrical, on the one hand, and the use of familiar, everyday forms and 
a concern with the fundamental phenomenological processes of the senses of the 
other.”43  
Spaces of Tension and Material Disruptions has drawn from sculptural and installation 
histories which retain disruptive and tense discourse through their ambiguous 
materialities and use of space. It is in material and space, that the vibrancy of a sculpture 
or sculptural assemblage can be witnessed by a spectator and not its theatrics.  This 
research had been initiated through the dualities embedded within my disruptive 
sculptural and installation methods that highlight a sculpture’s agency and also through 
researching North American  Minimalist and Post-Minimalist practices for their reductive 
approach to sculpture. Dualities of chaos and order, permanent and ephemeral, formal 
and informal, logic and non-logic, light and shadow explored through material and space 
have allowed artists to locate in-between modes of spaces, which I refer to as ‘spaces of 
tension’. These spaces of tension are informed through the overlooked, unexplained and 
non-logic of space and site, spectator interaction and sculptural materialities and 
concepts which border on the formless and non-logical. I found that it is in these in-
between spaces of tension that sculpture and sculptural assemblage vibrancy occurs. A 
vibrancy that can only be found in sculptures and art objects as these forms of art can cut 
into a space and claim its presence a necessary addition to the space. 
 The idea of a sculptures vibrancy had initially evolved from the subtle, unexplainable and 
hidden language that Minimalist and Post-Minimalist artists had achieved.  The 
43 Petersen, Anne Ring, Installation Art Between Image and Stage, 2015 259 
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abandonment of heavy visual and contextual discourse renavigates spectator awareness 
back to their bodies. It is within embodied perception that a sculpture’s vibrancy can be 
experienced by a spectators contribution to the artist and artwork network. This idea 
evolved due to the number of material experiments that I had achieved over the course 
of two years, which were initiated purely through the process of reducing the amount of 
materials in my sculptures or installations.  
Through this process of reduction, I dissected the formal elements of my practice and 
observed their relevance to the purpose of installation. In this dissection,  I formed an 
imperative relationship to space, place and sites and spectators, as contributors to a 
sculpture or sculptural installation. I wanted spectators to engage with the art object 
beyond their cerebral capacity by causing bodily tension and disruption within them 
through the installations. This was not achieved through the grandiose methods of 
installation art I had used in my honours work The Mendacious Menagerie. The heavy use 
of material and installation methods disabled the intent to give a voice to the sculpture 
and instead drowned them in confusion and jarring symbolism.   
Removing the excess material in my sculptures has been a challenging process but this 
has directed me to look at space and site as a contributor to a sculpture. I now observe 
art objects not only through the physicality of space surrounding the sculpture but 
through the mystery that can push a sculpture into a realm where it can claim its own 
presence.  
 A vibrant presence which allows sculpture its entitlement to its agency. Agency that 
transpires beyond associations with monumentality, scale and material. I identified the 
unexplored trajectory of my work by re-visiting North American Minimalist and Post-
Minimalist practices and their surrounding sculptural and installation discourse because 
it was in these initial experimentations in sculpture that gave space to undefinable 
objects. I found that my works beginning with U, revelled in the unification of spatial and 
material methods and discourses resembling the North American Minimalist and Post 
Minimalist practices. In highlighting space and material, I noticed a vibrancy in my work I 
had not witnessed before.  I called this non-logical and disruptive realm a space of 
tension. Where sculpture and installation become confused within themselves and begin 
to shed light those uncomfortable dualities that are not easy to address in the unification 
of space and material. 
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Spaces of Tension and Material Disruptions has strengthened my practice and research in 
a way I did not comprehend. I have begun to develop my ideas, fantasies and methods 
surrounding this research but feel that I have just scratched the surface of the 
potentialities of sculptural and installation futures. Ones where sculptors such as William 
Tucker, Marian Tubbs and myself are consciously exploring and testing in unique and 
challenging ways.
 Spaces of Tension and Material Disruptions will be an ongoing investigation into the 
formal elements of material and space in sculpture and sculptural installations as I 
further explore ontological objecthood and the influence of architecture and landscape 
on artists. This will clarify how a sculptures vibrancy can be located and experienced, so 
that sculptures themselves can use their vibrant presence or voice to keep addressing 
those unusual spaces, places and sites they inhabit but also create. The spaces of tension 
that rationality and logic cannot always comprehend.  
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